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Caruso pours out his voice lavishly as ever in 'A Granada'-in fact he pours out so much of it that in a small room one instinctively looks round for shelter. This stirring record owes a good deal to the excellent orchestral part, in which some stout work is done by the castanets.
That fine baritone, Titto Ruffo, is heard to advantage in 'Nemico della patria?' ('Andrea Ch6nier').
New H.M.V. instrumental records are a varied lot. The popular Adagietto from 'L'Arlesienne' is played with delightful effect by Kreisler and string quartet (Io-in.) . Cort6t is brilliant in Chopin's 'Tarantelle' without quite making us forget that the piece shows the composer a long way below his best (Io-in.) . A pleasant old fiddle work in Tartini Old customs die hard. Naturally, for man is instinctively conservative. We have lately discovered flourishing in country districts an interesting survival of the idea that in hymn-tunes the printed notation is sacred and inviolable:
that it is to be adhered to with metronomic precision at all costs ; that if the choir and congregation find it difficult to cope (for .example) with Long Measure tunes, so much the worse for choir and congregation. The tune is all right, for it is printed so. Each musical phrase ends with a minim ; no pause or rest is printed ; therefore, with breathless haste, we must proceed to the next phrase. Only at the end of a verse may we pause and recover something of our breath ; but the pace having been once set, it is sometimes a little difficult to check it even here.
So the choir is trained to sing the Long Measure tune without a break, getting its breath as best it can, and the congregation, whose aesthetic sense rebels, pants after choir and organ, like a dog chained to a gig behind a fast-trotting horse ; but, more fortunate than the dog, it can retire from the contest when it will.
Musical rhythm certainly consists, as some define it, in an orderly array of equal time-divisions. On the whole this definition is as good as any other.
But there is a thing called human nature which is always upsetting our theoretical calculations; and human nature, while it accepts a well-regulated arrangement of time-divisions, rejects, both on physical and aesthetic grounds, an unbroken succession of thirty-two equal notes. In the first place, such a succession has no breathing places; in the second, the mind has no resting places. This necessity for the mind can be shown in other than musical matters. For instance, let anyone place thirty-two pins in a row at a small but equal space from one another, and let him retire to a little distance and count them with the eye alone. He will find that the eye requires 'resting-places for the mind' in order to carry out even so simple an operation as this.
No doubt it will be said that the harmonic construction of such a tune affords 'resting-places for the mind' in its closes. But this is not enough. To satisfy human nature there must be some kind of break in so long a succession of equal sounds, apart from the physical necessity for providing breathingplaces.
When did this tendency to observe the letter of The singing of hymns in the vulgar tongues of the several northern nations that accepted the Reformation seems to have commenced with what is now known as the 'chorale.' It was introduced into the churches by Luther and his musical friend Walther, and its popularity soon caused it to spread rapidly through the other reformed churches. Now the German is nothing if not thorough. He takes nothing for granted, even the artistic powers of organists. Hence he has from the beginning invariably printed the fermata sign over the last note of every phrase in every chorale. Bach even retains this sign in his organ arrangements of chorales, though he makes it impossible to observe it. This seems a hint that the great Bach himself was no worshipper of the printed text to the detriment of the musical spirit. It is possible that English editors were fearful lest fermata signs should be overdone and become a nuisance; they undoubtedly considerably lengthen the Lutheran service. And some of our organists, looking to the text, the whole text, and nothing but the text, ride roughshod over aesthetic considerations, in spite of the shoals of books and articles and lectures that are constantly being published dealing with the proper rendering of Church music.
When the type of organist we have in mind sees a printed ferrmaa he is puzzled as to its exact 'value' in terms of the notes that are being sung. We have heard it suggested that the choir should count so many beats on the pause, in order to 'come in' together when it is over. This astonishing method seems to be rather widespread. How surprised would an audience be at Queen's Hall if they saw Sir Henry Wood striking the empty air with his baton during the pauses in the second and fifth bars of Beethoven's fifth Symphony! Yet the orchestra has an infinitely more difficult entry here than a choir has in any conceivable hymn-tune.
Rhythm is a definite succession of easily understood 'times.' The pause is an interruption, for some special purpose, of the definite succession by an indefinite break in the 'times.' If '"so many beats' are allotted to the pause it loses its whole character, becoming 'measured,' whereas it should be ultra mensuram (outside the measure), as the old writers express it. Probably the organist, having lost the keen edge of his natural rhythmical sense in acquiring the command of his very complicated and non-rhythmical instrument, thinks that the choir and congregation cannot come in with him at the right moment after the pause. If, however, he will trust the pause as a means of expressing something that requires special expression ; if he will trust his instinctive musical feeling apart from theory; and, most important of all, if he will trust the innate rhythmical sense of his choir and congregation, he will find them respond quickly enough, and, what is more, he will be in artistic sympathy with them, one of the most delightful of human experiences.
A new form of hymin-tune has arisen during, say, the last fifty years or so, which has a marching lilt. Here the organist can most effectively and properly indulge his desire to play the notes exactly as written, that is to say, in strict time. We allude to such tunes as Sullivan's 'Onward, Christian Soldiers,'Woodbury's 'For ever with the Lord,' Dykes' 'Ten thousand times ten thousand,' and a few others which may occur to the reader. The march-like rhythm of such tunes undoubtedly contributes very largely to their great popularity, for strongly-marked rhythm is always capable of arousing strong excitement. Tunes such as the above are in keeping with what is called the 'spirit of the age,' a spirit which is never absent, but merely manifests itself in various ways in various ages. Music naturally reflects the contemporary spirit of the age, as do the other arts. Strange to say, however, while in process of writing this paper we have heard an organist in one of what we may call the march-rhythm hymns, doing precisely what he will not allow in Common or Long Measure tunes. He slackened the time by making pauses on every final note, thus destroying the lilt on which the THE MUSICAL TIMES-APRIL I 1921 277 tune depends for most of its effect. The result was a performance sentimental and, mawkish to a high degree, in which the congregation eagerly seized the opportunity for indulging in the semi-hysterical expression of religious emotion that one so often hears.
There seems no doubt that the organ, taken as the only instrument of study, with its impossibility of accent and its complicated mechanism, is somewhat apt to rub the keenness off the edge of the natural rhythmical sense of the student, unless this is maintained by other means. Perhaps some day all young organists with any aspirations will see the advantage of learning some orchestral instrument sufficiently to take a place in the ranks of a decent orchestra, or will get opportunities for singing in choral works of high calibre. This would enlarge their outlook, not only on rhythmical, but other musical developments, would make them far more useful musicians than the 'one-instrument' man, and would lay a solid foundation for the artistic training both of their church choir and of their possible choral society.
EXETER CHORISTERS' SCHOOL
We shall be doing a service to our readers if we remind them that in these days of inflated school fees the advantages offered by some of our Cathedral Choir Schools are worth consideration. We have just received, for example, an excellent report of the Choristers' School at Exeter, where the educational successes recently achieved prove that the charge frequently brought against choir schools, of subordinating the claims of general education to those of music, is in this case without foundation. The education and training provided at this school are evidently first-class, and yet, after the brief period of probation (which seldom exceeds three terms, and is frequently less) during which the fee is at the rate of 305 per annum, board and education cost no more than 1I5 a year! The school consists of sixteen choristers and four probationers. The latter succeed to vacant places in the choir if their progress (both in music and in class) and conduct are satisfactory, the order of succession being determined by such progress. Examina- There was a large attendance of members, and a paper was read by Mr. C. L. Murray on 'Reminiscences of the late Sir R. P. Stewart.' After the reading of the paper and a discussion, the members of the Society were invited to give performances on the organ, and Mr. Weaving responded most happily by selecting Sir R. P. Stewart's Organ Fantasia, and performing it in brilliant style. In pursuance of the subject of organ trios, raised at a previous meeting, Mr. J. Verner Love played a movement from Bach's first Sonata, which exemplified how attractive trios may be made when rendered with a clear, crisp, and finished technique. Mr.
Love is ever ready with his Bach, and gave also, by request, a very fine performance of the Prelude and Fugue in A minor, from memory. After presenting to the Parish Church of Ross-on-Wye a magnificent new organ that cost ??2,6oo-as a thankoffering for the safe return of so many Ross men from the Great War-the donor, Mrs. H. Edith Purchas, a well-known Ross lady, passed away without ever having seen or heard the instrument. The deceased had suffered a long illness, and died on February 17, at the age of seventy-nine. The Parish Church of Ross-on-Wye thus loses one of its greatest benefactors, and certainly one of its keenest devotees to music. Some years ago Mrs. Purchas gave a large tract of land for the purpose of extending the churchyard, and her generous action saved the Parish several thousands of pounds. To organists her name will be especially worthy of remembrance by reason of the stipulation accompanying the offer of the new organ, viz., that the organist's salary be raised from ?50o to 4125 per annum. The organ was dedicated at the end of January, and exactly a month later its donor was laid to rest. The entire choir was in attendance at her funeral as a last affectionate tribute to one who had taken such a real interest in the church of which she was so fond. As a musician, Mrs. Purchas, in her younger days, was a capable singer, pianist, and composer. Chamber music interested her greatly. Bach was one of her favourite composers, and she had a strong taste for such modern writers as Debussy, Grovlez, B. J. Dale, York Bowen, &c.
She kept two pianofortes in one room, and delighted in hearing duets written for two pianofortes. For many years Mrs. Purchas was an habitude of the Three Choirs Festival. This remarkably cultured lady was an excellent artist with brush and pencil. Literature and science also had an interest for her. Amongst her activities in the latter were horticulture, botany, geology, and meteorology. She had a fluent knowledge of Greek, French, and Latin.
